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PREFACE 


The present lecture was delivered before the Bombay 
Branch of the Royal Asiatic Society on the gand of April 
1931 in the earnest hope that it would soon be printed, and 
published in the Society's Journal and thus attract the attention 
of Research Scholars in the different parts of the world. 
But as it has not yet found a place in the Society's Journal, 
it has been published independently with a view to elicit the 
verdict of Antiquarian Scholars on the original research, 
embodied in the paper, on the 22 S’rutis of the Ancient Indian. 
Music of Bharata, a subject which has been a matter of 
protracted and unsettled controversy. 

In this connection the valuable asistance rendered by 
my esteemed friend Mr. M. R. Nadkarni, B. A., Assistant 
Master, Satara High School, deserves special mention, Grate- 
ful acknowledgments are also due to Dr. N. G. Sardesai, L.M.S., 
Proprietor of the Oriental Book Agency, Poona, for under- 


taking the printing and publication of this pamphlet. IP 


Bombay | 
29th March 19333 M. R. Telang. 
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and the Komala Dhaivata of the current music t And 


notes in Bharata’s system correspond to them ? 


_at certain conclusions as a result of my iota of th 
points, after a careful and thorough study. of pnyets 


Ratnakara of SS bekaecce and —_ Parc 


THE EXPOSITION OF THE 22 S’RUTIS 
OF INDIAN MUSIC. 3 


Of late years in India the subject of Indian music ha 
grown into great favour. It has evoked such marked enthu- 
siasm that much controversy has raged around it, much hes 
research has been undertaken and many books have been 
brought out thereon in English, Marathi, Gujarati, Hindi : 
and even Sanskrit. © es 

In some of these works an attempt has been made to 
reconcile the 22 S’rutis of ancient Indian music with the octave 
of the present day. But in none of these works has any satis- 
factory explanation of the following amongst other ne . 
points been furnished:— as 

(1) Which was the natural scale propounded by Muni 
Bharata ? , 

(2) Why have only 22 S’rutis been prescribed for “one 
octave ? 

(3) Why have only three S'rutis been callie to 
constitute Rsabha and Dhaivata instead of four ? nis 

(4) How many Srutis constitute the Komala Reabh 


The foregoing points are such as may he r 


music by Bharata, the Brihaddesi of Mataiga, Say 
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I think T owe to you all a short account of my connec- 
tion with the subject of Indian music and of the occasions 
that led me to the investigation of the foregoing knotty 
questions, 

In the year 1877 the idea occurred to me_ of learning the 
art of playing upon the Satar and I forthwith commenced my 
efforts. Three years later on | went to Baroda to live with 
my elder brother, the late Mr. Purusottamrao Telang who 
was fully conversant with all the minutae of the present day 
Indian musical system. There he took occasion to introduce 
me to the great masters of Indian music : to the noted Sata- 
rist Mr Panhalal Gosaiji and the renowned Been player 
Mr. Ali Hussain Khan and _ to celebrated vocal musicians 
Khadim Hussain Khan Amrohiwala, Faiz Mohamadkhan, 
Prof. Maula’ Baksha and others. 

My acquaintance with these experts afforded me uncom- 
mon facilities for listening to high class music both vocal and 
instrumental, 

I picked up the art of playing on the Satar from Mr. 
Panahlal, theory of current music from Prof, Maula Baksa, 
the construction and composition of Ragas (Alapa or Joda) 
from Khadim Hussain Khan, the style of Vilambapada_ in 
Been music from Ali Hussain Khan. 

In 1882 | returned to Bombay and tesided there as | got 
a berth in the Bombay High Court. Here during my leisure 
time I pursued my practice of playing on Satar and Been and 

commenced the study of the Sangita Parijata of Ahobalabhatta 
in order that I might understand the theory of ancient Indian 
music. : 

In spite of my close study of that book one point remain- 
ed obscure to me, namely, the natural scale accepted by its 
author, A little later my attention was drawn to the rules 
laid down in the above mentioned book for fixing the notes 


on the Vina. And according to the rules I carried out expe- 


riments on the Satar. Then I found that the natural octave 


the author with respect to the Vina do not correspond to t 


 tohave been written in a brief compass and in. 
phraseology, ordinary Sanskritists fail to und, an 
properly. As this was the case at the time of my first: 
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according to Ahobala Pandita coincided with the scale & ¢ 

Kafi Raga of the present day. But at the same mie Git 

Struck me that the Purva Rsabha, the Komala rer . 

the Purva Dhaivata and the Komala Dhaivata mentioned Bs | 
e 


current Komala Dhaivata and Komal Rsabha, Neverthe. =~ 
less, I had succeeded in the important discovery that the 
natural octave of Ahobalabhatta was the current scale of the 
Kafi Raga. And this discovery | communicated in 1883 to 
many of my friends interested in music. 
In 1889, the late Mr. Mahadeo Chimanaji Apte, Vakil, 
Bomby High Court and the Founder of Ananda Ashrama 
of Poona, entrusted me with the work of editing the Sangita 
Ratnakara. This work of editing the book was completed in 
1897 and it was published in the Anandashram Series. | 
Later on, I looked into that portion of the 28th chapter 
of Bharatanatya S’astra which deals with S’rutis and Notes. 
There, too, | found that a number of S’rutis in the Notes 
that go to make up the natural octave laid down by the 
Bharata Natya S’astra and Sangita Ratnakara was exactly that 
laid down in the Parijata. Hence I concluded that the 
natural scale as propounded by the former two books also, 
was the scale of Kafi Raga. Next 1 looked into the Raga-_ a 
vibodha the Sangitdarpana and other Sanskrit works on musie, 2 
In these works too, I noticed the same rules prescribed with ~ — 
regard to S’rutis as in the Sangita Ratnakara. But in none of 
these works did I come across any explanations as to why 
the number of S'rutis was fixed at 22, why the sharp Rsabha: 
and sharp Dhaivata were assigned three shrutis each, on what 
Srutis of Bharata the flat Rishabha and the flat Dhaivata 
now accepted by Indian Musicians are to be fixed etc. - = 
As the ancient works of Bharata and others 
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with the book and as the question relating to the Shrutis 
could net be solved with its help, I suspended the study of 
the topic for a time. And | turned my attention to the study of 
Sanskrit works on Nyaya, Mimansa, Vedanta etc. At this 
very time, the renowned master of music Alladiakhan came 
to Bombay to stay and | employed my time in securing from 
him much valuable information relating to Ragas ete. of the 
current system of music in our country. 

In 1902, Mr. Ganpatrao Gopalrao Barve brought to me 
che manseript copy of a book named Nadalahari written by 
him on Srutis, notes and the current scale. In that book he 
had made an attempt to reconcile the current Bilaval scale 


with the 22 S‘rutis mentioned in the following s‘loka :— 
VAAGAGAT TETAS: | 
2 2 farenreant Siesta ui” 

I proved to him that the scale formed according to the 
S‘rutis laid down in the s’loka was not the Bilavala scale but 
the scale of the Kafi Raga. Thereupon he made the neces- 
sary correction in his book and also published therein the 
ineident of his visit to me and the consequent emendation of 
the error ( vide pp. 119-121, Nadalahari ). 

Some years later, i. e. in 1913, I retired to Karwar on 
pension and settled down there. There my time was em- 
ployed in reading books upon Nyaya, Mimansa, Vedanta 
ete. and in playing upon the Been. And the topic of the 
Srutis received no attention whatever at my hands for 
some years. 

In 1929, I started on a tour to South India and _ visited 
many holy places there in Cochin, Travancore etc. and proce- 

ded as far as Tanjore. In some of these places I came across 
many noted Instrumentalists and vocalists of that. part of 


India. There it occurred to me to try and secure from them 
some information at least with regard to the natural scale — 


of Bharata the Shrutis etc. But my attempt in this direction 


TR ee ‘ i 


proved absolutely futile as their system of music is dif Cie 


. in clearing up the meaning of the obacure S'lokas 
a cea same to oateing : eo 
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from that of Bharata, 

Thence | went on to Tiruvadi. There | met itegrm™sy 
learned S‘astri by name Shaila Tatacharya. He tald me 
that he had been writing a commentary on the ancient work 
riamely Bhamahalankara and showed me two unintelligible 
S‘lokas relating to music namely, the 33rd and the 34th 
occurring in the fourth chapter of that work. He sought 
help in elucidating the meaning of the two S'lokas and I 
assured him that on my return to Karwar | would look into 
the books on music that 1 had at home and send him the 
meaning that he was in quest of. 

In January 1930, I returned to Karwar and set myself 
earnestly to the trying task of ascertaining the meaning of the 
two obscure S‘lokas. These are :-— 

‘< parageat sat Rredeqeara Tae: | 
farted wargeaBeaat aar  &2 ti 
RTALTAANART A TTS Yad aaa | 


aq fe avaaait iertederts. Wazi 

gfa acarta diererarasfa | 

arqraly saraqatar Grifter nae” | 

were WGA, BO 

In the first of the three S'lokas stated above Bhamaha, — 
the author, has given the characteristic of a fault in poetry 
styled “‘ Viparyasta”’ (perversion ). In the succeeding two 
S‘lokas he has given instances of the wrong definition that 
ill-trained people usually frame, of the terms Swarasadharana cok 
and Madhyamagrama cecurring in the science of music. — 

In this connection, I was obliged to closely study these 
parts of Bharata Natyas stra and Brhaddesi that related | 
tothe S’rutis, the gramas ete. After much effort | suc 


Se Oe ee eee a | 
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+ is noteworthy that the portions of the Bharata Natya- 
Satra and the Brhaddeshi by means of which I was able 
to arrive at the meaning of the obscure S’lokas referred to 
me by Tatacharya, placed me in possession of an unexpected 
quantity of knowledge with reference to music and helped 
me im solving my difficulties namely, those that I have men- 
tioned in the introductory portion of this paper and gave me 
a rare insight into the theory of Bharata’s S'rutis. For this. 
reason | state them below ‘— 
‘ay gt oat west weal 1 aarlrar gilaafa: evaa: 1 
qyqi-— 
faal = a aaea adaleae wa a) 
g aaas seater am afafreray 22 Ul 
HAMM I ATH: TA: BE: | TS aHET AeeHAT 
geal agate arealeracatat areata: | 
fait a aaleeqreqram: | wats at aay 
qagsttad Ws Be) aaleaati AAD Bale) 
qaneqqed aia aaa TaneT alae Tgaanast Bata) Ta 
ataset wate | gaviq agzamaaia aeanfaarealy gave 
Sarit sfasa: | aati) gacagzaaateaadaaarcai 


qeayadi sla: | scafserar| agegqaeerit aeat qaa- 


qa gees wefasaneanaea: waeafea | sa:eeahy- 
wai cana afagialaaaa goer giaalt: waa: 
MeAaATeqeat: | ”’ 
Waa, J. RI, 7. 22 ( wetgieay). 
Meaning :—‘‘Sadja and Madhyama are two gramas. In. 
each of these gramas there are 22 S’rutis, three for Rsabha, 
two for Gandhara, four for Madhyama, four for Pancharaad 
three for Dhaivata, two for Nisad and four for Sadja. 
Reduce the number of Shrutis in the Panchama of the 


Madhyama grama by one (the number of Shrutis in the Pan« Ya 4 
chama of the Sadja grama is increased by one of course ye 


: Se has been fully explained in the ome . 
ue seach is quoted below: — | ee 
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Then the difference that results, when the S'rutis of’ Nees P 


chama are either increased or reduced by onei.e. the d 


“ence between the new and old positions of Mridu Jati- or he © 


difference between the new and old positions of Ayata Ja. i 
constitutes a S’ruti. ( savovata: ) 
The following is the illustration:—Construct two Veenas 
of equal dimensions, strings etc. and containing the Sadja 
grama. Next fit one of these up with the Madhyama grama 
(i.e. without making any change in the notes in the 2nd Veena). 
Consider the note Madhyama tobe the keynote. Reduce the 
S’rutis of the Panchama by one and add itto the Panchama 
of the Sadja grama. Now you will see in the Veena of the = 
Madhyama grama there is one S'ruti less. Again, if you 
reduce the S’rutis of the Panchama further by one, the Gan- 
dhara and Nisada in the Sadja Grama Veena coincide with 
Rsabha and Dhaivata of the Madhyama grama Veena. 
The reason is the addition of the one more S’ruti still, the 
Sadja grama has received on the whole an addition of two 
S’rutis. In the same way if the S’rutis of the Panchama are 
further reduced by one, the Rsabha and the Dhaivata in 
the Sadja grama Veena coincide with the Sadja and the 
Panchama of the Madhyama grama Veena, the reason being 


that the Sadja grama is further enriched by one S$ ruti. 


(The Sadja grama is thus increased by three S’rutis in all), — 
If this process be carried on further by reducing once again — 
the S‘rutis of the Panchama in the Madhyama grama Veena _ 
‘by one, the Panchama, Madhyama and Sadja of the Sadja 
-grama Veena coincide with the Madhyama, Gandhara and — 
Nisada of the Madhyama grama Veena respectively, be- 
cause the Sadja grama has received an addition of 4 Shrutis 
in all. a, the same process the 22 Shrutis of the - two 


mas should be understood. * 
loss thee $0 Mhrdtis ‘can ue epmied Sa by. this 
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Extract from Byhaddeshi:— ok ; lie and 3 for the Dhaivata. IE the Sadj = ge Va 
aq ga: fe army) Se9e | TaREaAgATTeT ie | further shifted upwards by four S'rutis, 12 5 
xfer: 1 seq eiorTeTIRat Aas aaa. ASAT Ge Rite obtained, four for the Panchama, four for the Madhyz 
wrata: 1 ie four for the Sadja. Now the total obtained is 4+ 6+ 12s 
3 HagHATee RT g. 4, 9 4 . aes The Se = the — given ge did ne te sis 
also in @ai (arate g _- 4 ~=~—soupon my mind on the spot. 1 was put to the necessi 
—— Bibi ae pide! co he 4 closely analysing the quotations and Cs at their core. Many _ 
gee Oat: TTRTT alter atl 1. Fala ag: aid- ; ; doubts and difficulties occurred to my mind during this period — 
eri: | Tia waleens: | aqy gianafaer: 1 wa ziterfa- ae and in the end I arrived at a satisfactory explanation. The — 
ela: Taal afatat: 1” ; ( same | am going to present to you to-day. Bharata has laid : 
meirenqutit, @. ¢ ee down four 5 rutis for the Panchama and three for Dhaivata 
gate f . in the Sadja grama. And _ strangely enough he has also 
Meaning :—'‘ Querry—what is the measure of a S’ruui? asserted that in the Madhyama grama 3 Shrutis shoul ea 


‘assumed for the Panchama and four for the Dhaivata though 
these notes are not altered in pitch and position. In this 
~~ connexion, | did not understand how it was that the Panchama — 
lost one S'ruti and Dhaivata gained one. The following 

3 solution occured to me in course of time. The moment the 
In the foregoing extracts Matahga has: explained the . Panchama is reduced by one S‘ruti, the four S'rutis vis:—_ 
view of Bharata. And in order to show that the Panchama | Kshiti, Rakta, -Sandipani and Alapini of the Panchama — 
in the two gramas is the same, the word Panchama is used in ae which come close on the heels of the Madhyama suffer a 
the singular number and he has further asserted that the =) descent of one S’ruti and the place of Kshiti in the immediate 
Panchama is well known to the masters of music, the object neighbourhood of Madhyama becomes vacant; and since 
being to show that the Panchamas in the two gramas do not — | ‘Kshiti takes the place of Rakta, Rakta and Sandipani 
differ at all. | 2 respectively assume the positions previously occupi 
“If the moving Veena that is the Sadja grama Veena is Sandipani and Alapini. In asmuchas Alapini passes 
pushed up by one S’ruti, the notes in that Veena do not obtain shies region of Dhaivata and increases its S’rutis. one, 
the benefit of coinciding with any notes in the stationary | assumed that there must previously be a vacant place for : 
Veena. If the Sadja grama Veena is pushed up two S’ruti though that place may not have been assigned by hen 
Thus I concluded that by the loss of one S‘ruti_ the Panch, 


Shrutis, the Gandhar and Nisada receive two S'rutis each. : 
‘Thus there is an increase of 4 Svrutis in all. (Here the ~ became a note of three S'rutis, while [ Pio Toney 
Sra 


desired coincidence of the notes is attained). Further if the one » 

. Sadja grama Veena is pushed up by three S'rutis there . | my mind as to 

again a coincidence of notes in the two Veenas and six S’ ama by one 
are obtained; 3for the Rgabha of the Sadja grama Vi 


Answer:—You know what Panchama is in the two 
gramas- Now increase or decrease the Panchama (by one) 
and notice the difference resulting from the movement of 
either Mydu or Ayata Jati, constitutes the measure of the 


S‘ruti. ( sarosrfa: ) j 


< 
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manner. The solution is based on a rule laid down by 
the masters of music as 8 result of their experience, namely 
that two noves whose mutual distance is only one S’ruti are 


mutually discord 
of melody. The rule is embodied in the following verse: _— 


< opercaratedt fravaat afioit fait waa: 1” 
wafer J. 20, F, 1% 


Hence it follows that a note lying ata distance of one 
S’ruti from another cannot be taken along with that note 
owing to the two notes being discordant with each other. 
Therefore one of the two notes has to be left out. But as 
Sadja and Panchama are steady or dominant notes, neither 
of them can be left out in any complete scale. The firs 
S'ruti of Rsabha or Dhaivata in their immediate neighbou 
hood being discordant or Vivadi have to be omitted. Accor 
ing to this rule in the Madhyama grama, the Madhyama 


note being dominant, the first S’ruti of Panchama lying in the — 


neighbourhood of Madhyama has to be deleted on the ground 
that it is discordant, that is, prejudicial to melody. Thus the 
Panchama of the Madhyama grama became a note of three 
S 'rutis instead of four. This is the solution. 

li was according to this very rule that the ancient masters 
of music like Bharat did not assign specific names to the first 
S‘rutis of Rsabha and Dhaivata even in the Sadja grama 
and omitted them from the range of the S’rutis altogether. 
Thus Rsabha and Dhaivat come to have three S’rutis in the 
place of four. This was the conclusion arrived at by me. 

In order to support this conclusion | began to search for 
_ authority in ancient works on music but I did not come 
across any passage in the works of Bharata and Matanga 


Pointing to the omission of a shruti in the case of Rsabha _ 


and Dhaivata, Nevertheless there are reasons for suppos 
that the authors of the two books support the view i ! 
held» Phaee reasons are detailed below :— 


ito notes whose mutual distance consists of nine — 
teen S'rutis should be considered to be mutually con 
-{ Samvadi) or capable of enhancing each other s 


ant, that is, are prejudicial to the production 


3 notes concordant with Sadja. It follows from this. that. 
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Bos No. 1 ; Bharat says in his Natyasé 


on @ 


Even later writers namely Dantila and Matanga reeog 

the same number of S’rutis as constituting the interval 
between two concordant notes. The passages from their 
works in reference to this view of theirs are the following —- 


“aia qaatizagaeat areata dared, wat — 
Rie TeaTaAt |” 
Aaa I. 279,49. 22 


a Rataicrma— fier: daifgat Rat adress? 
aia cart faeaqeceet 7. 42,9. 3 
“ aqpadizaat: aaa: |” 


areal J. 44, i 
Bharata recognises Madhyama and Panchama to be the 


there should be nine S'rutis between Sadja and Madhyama 
and an interval containing thirteen S'rutis between Sad} 
and Panchama. Now if we assume three S'rutis for Rea 
bha then the interval between Sadja and Madhyama consist: 
_of eight S’rutis and that between Sadja and Panchama, ¢ 
twelve. That means, the two notes in either case, 
become concordant but this is a contradiction of the 
of Bharata. Therefore, Rsabha must have originally 
tained four S’rutis and not three. Similarly, if we ass 
only three S‘rutis for Dhaivata, the interval between 
_ bha and Dhaivata comes to be one of twelve S'rutis 
Therefore, these two notes cannot be called co : 
| should be regarded as concordant to the rule. 
ilies ve (have munacnd 9D ove, the 


* 
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tivels prescribed by Bharata as the distance between the 
concordant notes. To my mind Bharata must have framed 
his rule regarding concordant notes with a full consciousness 
of the existence of the two discordant S‘rutis though these 
were not particularly honoured with any names, And _ this 
rale about the concordant notes nowhere comes in conflict 
with the system of Indian music and ore may be justified in 
assuming the existence of two Srutis, besides the twenty 
two named by Bharat in his musical scale. 

Reason No. 2 :—Several centuries after Bharata, Dan- 
tila and Matanga, S’arngadeva wrote his Sangita-Ratna- 
kara in the 13th century. ‘In this work he has abandoned: 
the rule laid down by Bharata, namely that there should be 
an interval of nine and thirteen S‘rutis between two concor= 
dant notes and affirmed that any two concordant notes need | 
only eight and twelve S’rutis only for separating them. This- 
rule is embodied in the following quotation :— 

‘< oerel FIM IL AAVATUTIAT: | 

fu: aarfedt dt ear faararafrarfeay 1” 

MAA, FT, 82, FT. BB 

But he has not stated the reasons for rejecting the dictum, 
of Bharat in regard to the concordant. Samvadi notes. Kalli- 
v“atha and Simha Bhupala, the commentators on Sangita 
Ratnakara have tried to explain away the inconsistency by» 
stating that the nine and the thirteen S’rutis laid down by 
Bharata include the S‘ruti in which the Samvadi note origi- 
nates. The following extracts from the commentaries fully 
bear this out. 


 waaaratata vaginas gatas dale 
eames zreqeracaaraeay: |” | 


aafiaearae HAs, J. Be i ae i: 
a i | naga AA AAA MAA aA ae aaa ¥ ate oe 


: aaa 3 oa: aaa laa alt aaileaararacy areas sigeaay 4 


there are unserviceable S'rutis along with serviceable ones. 
an octave. The Svrutis immediately following Sadja 
_ Panchama are admittedly junserviceable. Hence the num 
of unserviceable S’rutis is two and since these two 
serviceable, they are generally deleted from overt en 
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gf | altatrarern—— far: qanrfactt Hat aareaaaradt gia, 
Tena ail Freel a agieaaiiae gla) zeae 1 aa, 
wea: eat water & att fem qe: aaa ateemet at 5 
ate vated oat wa: aarateaaen aries | aagieiet 
a ae aardt qreaafaaty ay amfacat wala s 
Cuenta at ftitrare: 1” afi . 
afiavaar (equate, 7. 42, 7. 2 i: 

But the concordance of Tivra Rsabha and Panchama 

can hardly be established whether the rule laid down in the a 


Ratnakara in this connection is followed or the explanation of 
Simha Bhupala, is accepted. For, there can be neither 


“more or less than nine S‘rutis between those two notes. 
These can be concordant according to Bharata’s rule as has 
been proved above. Hence.it follows that we should assume 


the existence of two S'rutis one of which is prejudicial to 
Sadja and the other to Panchama. : 
Reason No. 3:—An important pronouncement in. this 
behalf occurs in Matanga’s Brhaddeshi viz:— ; : 
“swat giaaa:, ct omgasaraifes: waa oft a 
atarat: 17? AARHATeETM, FT. 40, G4, 
In this extract Matanga says that he has indicated ae 
twenty-two S’rutis and that these alone are of service. The 
assertion that twenty-two S’ratis indicated by him are service- 
able prompts one to infer that in his view there were. also 
unserviceable S’ruits at the same time. If there had not been 
unserviceable S’rutis in his system, there would have been no 
occasion for the application of the epithet ‘* serviceable’ tor. 
any shruti at all. Thus it is clear that in the musical scale 


OE a | nme, 


of a Svruti becomes infringed. This clearly points to t 
that the interval whether bet 


XPOS 


4 


ae 
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between Panchama and Dhaivata consists of four S‘rut 
and these four S’rutis can be arrived at by the addition « 
Vivadi or unserviceable shruti to the three serviceable $'r 

é Prescribed by Bharata. From the reasons detailed above o 
it is clear that Bharata and other older writers had recognized: 

—-24°S'rutis in-fact in their octave and as 22 of these were: 

serviceable they brought them into use and assigned names to. 
them, while the remaining two S’rutis being unserviceable : 
were not honoured by them with any specific names. The — 


Reason No, 4:—Bharata, as has been mentioned above, 
has laid down three Srutis for Rshabha and Dhaivata 
respectively. This led the later writers on music to divide 
the interval between Sadja and Rsabha into three equal a 
parts and to recognise three Rsabhas. According to this — 
scheme the Komala Rgabha of modern music does not 
coincide with any of these sub-divisions of Rsabha. The 
same sort of difficulty crops up with respect to Komala 
Dhaivata, but if we ‘assume -the existence of a primal 


inarticulate Shruti for Rsabha and Dhaivata respectively, as - _ _ Positions of these oye unserviceable. S‘rutis, remained all the — 

I have propounded above, these two notes come to be of four £ rsa Ps claimed recognition when the occasion arose for 
S'rutis each and the Komala Rsabha and Komala Dhaivata a a ee the concordant (Samvadi) notes, a 
coincide with the second subdivision of the said notes. Further, oe The scientific exposition made by me so long with re. _ 


the S'uddha Rsabha and the S‘uddha Dhaivata of ancient 
Indian Music which correspond to ‘Tivra’ Rsabha and : 
*Tivra’ Dhaivata coincide with the fourth subdivisions, inas- 
muchas the place of origin of Komala Rsabha and Komala ~ 
Dhaivata cannot. be satisfactorily comprehended without 
assuming the two unserviceable S'rutjs discussed above, the _ 
admission of the existence of these two S rutis is inevitable. 


‘gard to the S'rutis etc., has no particular bearing upon the 
present-day musical system for this reason that ithe structure 
of the present-day musical system does not depend upon 
Srutis, Jatis, Gramragas etc., like the ancient musical 
system constructed by Bharata and others. The current sys~ 
tem rests upon the Deshi Ragas which were composed by 
later musicians at different times. aes 


Reason No. 5:—If one recognizes four S’rutis for the 
intervals between Nisada and Sadja, Gandhara , and 
Madhyama or Madhyama and Panchama, one to be consistent _ 
has also to recognize four S‘rutis for the intervals between 
Sadja and Reabha on the one hand and Panchama and 
Dhaivata on the other. Another and more cogent reason for 
doing this is furnished by the fact that in case one assumes 
three S’rutis for each of these intervals in the place of four, 

one finds that the extent of a S‘ruti belonging to these 
intervals differs materially from the extent of the S'rutis in 
the other intervals in the musical scale, [ny consequence, the 
rule that the higher the pitch the shorter should be the ex 


There is a widespread belief handed down from genera- 
tion to generation among renowned musicians of recognized — 
schools of Indian music in Northern India that there are f 
teen systems of science and that the present is oné of 
_ being based upon the principles of Hanuman and 

has been vouched for by the esteemed masters: 
| Tanaraskhan, Kahdim Hussainkhan and i 
of Hanuman having . been one of the ; incien 
music are available in different books. In! 

id Kallintathas commentory theres 
sangita Darpana, Ragavibodha ete., 
umMan as a writer on music and | 


a | 


ween Sadja and Rs 


wollte heed caine 
. 
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< seortel MGT Wat ae 89.4 
‘eat Guitererrerer equier aerate: 1°? gre. 7. 9, ee 
“ arrghraneea Se) were | 
Satter ‘ Sat wiereake ? gata y) > leat, 9, 24, G, 
The succeeding are the quotations from: Hanuman’s 
writings i 
‘ aat @eeaagT :— 
tu aftetmmaraeitea a fe | 
AMATI Sahleareyq A war: : 
ATLATATRT eferraciet, 9. Sic ee 
“Sa Biswag : —— 
age’ WY ot a Tals ava | 
wale asaaaared acfh ae)” aa, g. Ge, Gg 


In the last but one extract made by Kallinatha from the 
work of Hanuman, the latter says that the rule regarding 
Shruti, Grama, Jati, etc., does not apply to the Deshi Ra- 
gas. And since we find that the characteristics of the Desh- 
Rapas as Propounded by Hanuman are applicable to the 
current music, this music js admittedly one of Deshi Ragas 
only.» There is every possibility also of its being based upon 
the traditional belief among the living masters of music, 

In the current system, each octave contains twelve notes 
of which Sadja and Pamchama are regarded as Achala or 
fixed and each of the remaining five notes Rsabha, Gandhara, 
Madhyma, Dhaivata and Nisada is split up into two varieties, 
the one being called Komala or flat and the other, 
or sharp, and no minor varieties like Atikomala and Tj 

have received any recognition. On this account this 


Tivra 
Vratara 
system 


became easy to follow and Bharata’s scheme of S’rutis fell 


into abeyance, 


At the present time accomplished singers sing their tradi- — 
‘tional Ragas and also other musical composition like 


ae Se ee) isd 
DN) > I Nie Lites hel or oa é 
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Dhrupad, Dhammar, and Khyal. But if one were to Ur er- % 
take an enquiry into their theory in ancient books, one’s 4 
efforts would turn Positively futile, It is for this reason that y 
those ancient works are in no way useful to the student oF 
modern music, Like a language the art of Singing too, is 
subject to change from time to time. Whenever a language 
undergoes changes, alterations have to be introduced into its 
grammar Corresponding to those changes. In an exactly 
similar manner corresponding to the changes that take place 
in the art of singing, modifications have to be made in, the 
theory of it. It is in view of this very Principle that Sarn- 
gadeva has written the following verse in his Sangita Ratna- 
kara :— 


“aE Vergata areas waa | 
Tastes Taste Agaeayr |)” 
THARATBT T. 44 Ge 8 
Meaning:—‘‘ Writers on music hold the view that practical — 
music is the main concern in that science. Therefore, one 
should place a new interpretation on the rules in regard to the 


different parts of the science and bring the theory into harmony 
with the systenv of singing actually in vogue,” 


5 UE anal” 


The prevailing system of music owed its development > _ 
and perfection to such geniuses as Haridas Tagore, Teneiee 


Bajru_ Baware, Sadaranga and Adaranga of the last four 
hundred years and has been transmitted by one generation to 
another down to the present day. In my opinion it behoves 
the musical experts of the day and generation to construct _ 
rules in consonance with the current Practice of music as has _ 
been so happily recommended by S‘arngadeva, a 


From this my brief reference to the nature of the 


ae now in fashion it is clear that the arrangement based 


; © PF octie has Passed out of use, Nevertheless, 
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music like those of Bharata, the origin of the S‘hrutis as. 
iss above by me is sure to be highly useful. 

In the foregoing exposition, all the questions that were | 
brought up for discussion in the first part of this paper have > 
received their solutions. These solutions deserve particular 
attention and, therefore, I have drawn up the following 


summary thereof :-— 


(1) The number of S‘rutis prescribed by Bharata for 


each note in his natural scale is exactly equal to the number 
of Srutis contained in the current scale of Kafi Raga, hence 
the natural scale of Bharata is no other than the current scale 
of Kafi Raga. 

(2) Bharata recognized in the first instance 24 S‘rutis in 
an octave assigning four to Sadja, four to Rsabha, 


Gandhara, 


first Shruti of Rsabha below Sadja as also ‘the first S’ruti 
of Dhaivata below Panchama were discordant and, therefore, 
prejudicial to melody, he refrained from assigning names. to- 
them and as the remaining 22 were serviceable to melody he 
conferred prominence on these by the bestowal of special’ 
names. 


(3) Rsabha and Dhaivata had each of them four S'rutis 
in the first instance but by reason of the first S’ruti of each of 
them proving unserviceable it escaped enumeration and -each 
of these notes became one of three S'rutis, 


OF 15 S‘rutis for the said interval. 


(4) The first unserviceable S‘ruti taken along _ 
“three Px pceable Shiite constitute four Shai for 


two to 
four to Madhyama, four to Panchama, four to 
Dhaivata and two to Nishada, but on the ground that the 


Since Bharata made no pointed reference to the 
discordant S'rutis they remained in the back-ground and 
22 serviceable Srutis alone attained celebrity and recognition, 


s Still these two — 
unserviceable S'rutis must be duly taken into account when | 


| ane interval between two concordant notes comes to be com« 
puted, according to Bharata’s rule which prescribes either 9 


7 
ot 
ie 


ie 
ex; 


wen 


ae fin 


Thus far Fhave placed before you my exposition of the 


_ art, the problem of the Shrutis had formed a subject of anxious — 


_ succeed in getting beyond the only discovery that the natural “4 


ae of service, however humble, to one’s fellow beings. 


ION OF 2 3 sRUTIS. rae ee . 

a /and Tivra Dhaivata respectively. And a Ke 1 
and the Komala Dhaivata of the current me 
tem coincide with the ‘second S‘rutis of the two 

eel they coincide with the first serviceable Shrutis of | 

FEwo notes. when one recognizes three S‘rutis in the place 

tot after the manner of Bharata. 


Shrutis in ancient music. 


In my earnest study of music as a scuiiek as well as an 


research with me for several years. Even in 1883, | did not — - 


_ scale of ancient Indian music answered to the present scale of 
the Kafi Raga. But later events especially those that trans 
_ pired in 1930 gave a powerful impetus to my mind with respect 
to this topic and crowned my humble efforts at last. 
fied as I feel at the success of my efforts I experiencéd 4 sl 
greater pleasure in placing the results of my research at the 
_ disposal of accomplished people like you for the highest 


- satisfaction, as you will all admit, lies i in rendering one’s a 
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Supplement I 
Sadja Grima Veena of 
Bharata called Chala 


Veena ba Matanga, 


; 2 Kshobhini |Madhya | 1 
1) Tivra ~Dipta | | 


Pre 


Madhyama Grima Veena 
of Bharata called Dhruwa 
Veena by Matanga, 


Panchama 4S’ rutis) Panchama 3 S’rutis } ‘gl g [if one 5 ruti : wee = Ri Loma 
Dhaivata 3 S‘rutis 5 Dhaivata 4 5 ii a = G f sean og is nid ; duced 
Oo Spantla ama, ‘gt . ror incides re ‘ 
In Sadja Grima In Madhyama Grama a ® | Madhyama ha ae pin eee ee 
{ SNE RUBE ost 2 OP : 24 Gra sate 
4 Chandowati Madhya| ac | ao Madhya Chandowati ae if S’ruti ty with 4, each with @, and 4 
ys ‘ "eer Ae = gained i. e of them gain- with 9, cach 
Domitied as dis- cordant) | (omitted d's discordant) Slain notes} [ing 2S‘rutis,] [gaining rape each gaining 
5) Davawati K Karuna | Davawati 5 © | coincide with! in all 4 s eS, a 4 S cutis, ys 
| Dayawati aruna | | Karuna ayawali PP ee ey S’rutis. 6 S'rutis. all 12 S’rutis. 
6 Ranjani | Madhya | | Madhya Ranjani 6 4 wa way 
7 Ratiks Mrdu | f%p he p|Mradu | Ratika | 7) | ple 
8 Roudri Dipta | | Dipta | Roudri 
| i| | 
9 Krodha Ayata {75 | BE Ayata | Krodha 
10 Wajrika Dipta | | Dipta | Wajrika 1 
its 
11 Prasarini | Ayata | | | Ayata | Prasarini 
12 Preeti |Mrdu_ | | |Mrdu | Preeti 
13 Marjani | Madhya | # r/aR Madhya}| Marjani 13 
re if ' 
14 Kshiti |Mrdu_ | | (omitted als discordant)| 0 
I5 Rakts || Madhya} | «| Myadu | Kshiti (14 
16 Sandipani | Ayata Madhya | Rakta 15 
i 
17, Alapini | Karuna |}%G 9G |Ayata | Sandipani |! 
O(omitted as dis-| cordant) Karuna | Alapini 


18) Madanti Karuna Karuna | Madanti 
19| Rohini Ayata ||| Ayata | Rohini 
0 Ramya | Madhya TATA Madhya! Ramya 
21 Ugra Dipta Dipta | Ugra 


fa B, Madhya Kshobhini |2 


ie, Gk a 6 2 ae oe Eee ee Aba 
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I Il Table showiug the result of the ual - 
of ey pee 7 the Madhyama Grima Veena of rata w 
named Dhruva Veeta by Matanga. 
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